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RS DR DR EXE,
2etd] Qol:

‘T4 (fusion) 2EtY AJ=-gote] A4

ofN

. S0{7tH

19609 & (rock)329] A §l= U712 A vl diE=t &34
< Y523} AMutof] & H3E 7HAYTE ol#gt ¥l A 24 Abjiol
U AAA - g viAL T A E AHESE AR 59| A4t Av] 7
2], o7t o5 E8t disE8te] AHA 7]5 #atolA ol EAQl o
StAl= APGAAY g de 2T A5t ofgth ol &9 94 97
T oA, di5e AEAALE AHE] - AR A WY, o] oE Y] g9, 3
9 of &8&HAlo H3kE 7HA%7] "Eolth. Yot 52 1 FAE
o] 9JF, <of, AIFHA T BEFA Ate] WHIHE oflz, QUF, A4, T
ol Qg AU 2] Ay, yoprt vEA - Balo] gk 94lS Hwts
609 u]= WHES2-5 (counter-culture movement)? Y53 o] FHAL,
fE2et 8-S 49 HEE o459 (collective utopianism)ZE ¥3};
A7l S4ol =3l

o]t WolE 7L ‘29| o] (rock ideology)e AHEFS] HEAAES

* o] =R2 20209 dighiE SR} AT AE] A PS wol P AT
(NRF-2020S1A5B5A16083552).
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Aol th5o]

e gg sRlsk A7]7F ek
29| olFFolt By 5

4 5372 ol #Ie
dolg olof Witk A49l st Esjele] YRoiE A
Ex]¥(post-bebop)o] WEH A71E Ui o5 7Haficionado)?] oo
245|017k QIQIAEh D £0te] 2 QASS 585 MRS At A
olstr] AlAFL, shte] tiets HiFdestoz AU, A= ojqt
4 P2 A= 2Y ANAS M2 AHdem AGs) d Aes, ol%
S BFTL S FA L AlFAo] HATh2

Idd FA'L FF A= IR vE, S A48 SHAGRERES X

Aeta Qolatgol ols) wE =9 fEAel o] Hert @3l

:)’4:4“
4o d
rir

o
)
)

N

(eclecticism)® B7}=7]1%= Aot sHA9F EAHL = 17189 vjghs 229
ALER FAE Az IS Fhs g3t B et T 2 5%

o

9

ek, ol2igt HolA BAL %A Al A2 Artele] HolHHe
A

T

A% golA SEERTO A A g4 A duetn o

N

1) ZAEHM 2ot 8 ERYL SZTAFE I 948 345 Yol Y3(the
originals)?] YEFAHS 99 - o= 49 BHEA L 1Eslots 90|
F A} o]+ F-S (syncopation), ‘A2YZ (swing feeling), “EF29] =7 (blues
feeling), 959 W71 ¥= 9714 (call-and-respond organization), SH3& &
A & 27 AZY 54 e U954 IdT AHH A EH50] gt skee s
A R, AEE AR, AVEE (self-express), 2 E AF9 7
(virtuosity) -9 "5 2|2 Al U7k A7|7F Ht. o] ZAEH]EY] of g
AEFIEL ‘2 A S (sculpted tone), HYPAEHHZZTAF (counter-melodic
collective improvisation), “2%%& (tonal modulation) 5 MZ-2 sty Y&
AABFAA, “F (cool), ‘EHAZ (free jazz), ‘BEAZ (modal jazz) S22 Ho5]
At} o] =24 v} o] ¢ 9] RFr2 APA HFtH S AeFI=2EEH Y
ol d&xoE HHE HojyE9 vtgo] gt AoE HriEy, o|#fgt n|ghy
EAo] gAY 71x3tthe FolA A2 v|gky o|¥E ‘Af'e REE Aolth

2) F4AL 19709 o]% 4% A2 ZAERTIUE 9 of] JAIE, 7HE A=A
Z'(acid-jazz), AZYE (jazz-hiphop), ‘WH|o]A' (M-Base), Lol7} ‘A ZTjopAE
¥ (jazz-diaspora)?] F8 A=29l ‘L2YAZ'(nordic-jazz)?t ‘MAL2F (world
music), AHA A= FAQ ‘o|x]g A (easy-listening) 5 & A A= AE}
A3t FAE9] 4ol H ACoE FHridr.



5ot 4-8uH4le] Wslel A=got Artele] Hol 97

ofo] tiEd AW FolW THEeleeor el shiw WAL 4 k. A

et o] FHe A= YEA BUGAon Brsiel WsE gFe

Supalo] 223 Aolglct. ol2H AZZIE AFR L ZFATE B
_]

o]d(isthetische Idee)?] A% FAS 9] X ZoA 2

o] =72 7] 494 547 284 e ‘F ' (hybrid), &2 &
22 2919FA) (eclectic musical idiom)2.2 F7} AslEdd 27] ‘FH’9
=]

oL, o] % AE A=t 28 2 A5 Hol dEE

ujehz] HHE

HESIAL sh= Zloltt. ole A=Y A7FF ez A3 (electric turn)zt
=8 27 F49 8¢ WAol F5oF 4 1 IgolA diFel 2A4sH
H o]y} ddo] IS SESHLA sk dlolA A" digelEke H, 5
3] St oRE 53 ARRES F2 oA A=t BHAEE 7T
€ 8 28e 71 Ate AR mEr. F4 ARd2 F olF HiFe] #&
4] wstet o] mhE AAME 200 H-8olA, S8AF vlety F5of Az
E F2E 299 M2 VA olde AAske 594 A= AEde] A=
wolgk & 4= St

H =50 2ol ujghy] Y2lE EFZ-7IER] 9 A2ldsHDeleuzoGuattarian
geo-philosophy)d ZtE(Immanuel Kant, 1724-1804)2] 2<u]s} o]&oj
Asto] =93ttt ol o =82 %901’01 AT AL - E3HA v
7 & Fd 9 OE S 3o FAES XSt &olEY 71, 193

o] Aeldo] =3 o Y= 9 tE8otA 9 AFS Estyog AnE A
ot} yol7} o] Eol= mdA goju|A(Miles Dewey Davis I, 1926-
1991)7F 7] ‘A2 E'(jazz-rock) EH <H|AA BE>(Bitches Brew,
1970)°14 A=gt ofz] Wsks FAHCE thFo] FHo] o]zt Ho| A5t
AIECIUH= A AIFstaAt gt

1. EOI 0|L=|J'l_|. LH %OI‘ ASRHEAI

-1 Toon

lo

X3

—

19509H "= 2of AFdE o] E¥F 2FE(rock' n'roll)& F23 IFH2 7t
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A fF2ot 2R RZAH 2 2EE9 54 AE2 19209 HFE

2]
otz7H Bl BF2 THLE AvHYE 29 UF=F (race music), 7t
=
o

g 7kl 57197, 42, BERBRA 5 oluev HlEle] ZNE B
SOt fefE. o] SorEe WRret B FHOR ulga Aol B
Yorle Hzgole e, FEAW WA 5, A 249 ), ATee
St A3HQ WEoE WA YA FHES FEsHe FLoolUeh
222 5878 7122 W2y, g, spyo L—éﬂ 2 g TAto]
GEelA 2 Qg weA © 2ABL 195040 Aus EEElvis

Aaron Presley, 1935-1977), ¥H %E](Charles Harding “Buddy” Holly,
1936-1959) & ¥WQl Se7H=9] 543 o7 dsHAE &3t wif A=
ol g2 FdFY 2o 4] o] Hh

2 ‘2EE0|T= olF2 UFFY ABolA A& HA rdoR 5§

9 E'(rock)¥ E (rol)& 2t Aolql=tl, o] wAZl ou|et A4=54]
Q1 A7 A2z AANA o] % uj=9] A TA 4ot H43le) s
A AATE D AFEA Het 9719945 7H 100 FAdE9] §HE
B2 A4EU o] T2 o]F #2050 oFoEMN AAIEAA =T <
4 EEohe e 29 25 (rhythmic sensuality)& A3 ohH= 20149
AREE7] AT SRIARES A o] golE ml= F2ole= AT
of §5:9] o] 5O & ARG AIFFAL 4 11 g EJF 2 G Aol
wAE, dAanE, RRE9 A 22 AYEY BHRIESE 94 HUuohY

10 u{o o

3) Charlie Gillett, The Sound of the City: The Rise of Rock and Roll, 2™ ed.
(New York: Da Capo Press, 1990), 10 &%,

4) Lisa Jo Sagolla, Rock n’ Roll Dances of the 1950s (Santa Barbara:
Greenwood, 2011), 7.

5) ‘2FEFolgte= &ol7t Fx2 ARRE A2 19349 Es J3 <A G I
ub>(Transatlantic Merry-Go-Round)°|A ‘B2 A AEA (The Boswell Sis-
ters)7t B8 29F EF9Y AFol . o]F o] &2 1950d ] & 2E HEAEF
Ea hﬂi—«] 7HAbl A JEAE A2 HAVols 8ol2 £F AREE Q. ShE

ZE'0] 2599 Ju|E AEEHT] AR AL 789 Q. wWHE= WINSOA]
E]«] A”(The Moondog House)°|gh= ti529t =2 73S 293¢ iy =
E]‘:(Albert James “Alan” Freed, 1921-1965)7} 19544 ApA19] =2 = HAS
Z32E 9E]"(The Rock ‘n'Roll Party)Z BFHEHA d53}E ATt Sagolla, Rock
n’ Roll Dances of the 1950s, 6-7 F%.



et £8949 Wstel =g Aetae] Hol 9

z27] 2289 F8 T2 Fadolet, cle2 o ksAE A9

AR L= ALElF A} w Ao oot AHEAAE AHHA &
= At 2282 7IAARIES] Hitt A Bes wgshs A0 o
FH A4S 24 AER WolsofA7] AL, o] fEof gt 154 4
AE oF¢EE o WolgoA FEHI. 2E2E2 F29Y 27 #%
BEFLTE FAZ ol FU=H], olF WdE Haote] =AIFR AlE B &
A3 =% w2 (rural) HAF Wl 5AEY] AAE B2 AED 29

o o}

(country and western, 22 hillbilly), $14 439 7tAd A4 &
)l §7197], otZme7tA F5A BAE F2 &2 T HIT F=EE

Al = AtEO DAL "HEA] (G5 Ao I IF -2 -, <l
T 2 AYEE A& & AFE 2 710, EEE AFYES 54

o= XN = —

e} grEdoz FREo] 9otk

o

opgEg B9 Mok 2UAHY TR FU ALES G o A3k

Lo, ol WASIE B Wskbge AX Folg o|Foz Be]
7

i
h=4 o
AZgch, date) 2 st n GEAQl ALER W A8 - AAH AA
o (o]

A
Q5] Ao wHE choRt WAl ol lEBEoIA AvEE ofFgoto A
7o) ek R A=goke mEy ‘

6) Sagolla, Rock n’ Roll Dances of the 1950s, 3 F%.

7) €2 THEE E 19449 9ol Sopkel AHIRE st A7 9 Hot
C&W (Counry & Western) XES LHIT, 1949H0]= Q&3 JEE ‘Hot
R&B'2ZH= o828 AlITotAA et A2E JAFSH o2 FEF. olgt &
2 1963¢71A] ol]ojxct. Beth Fowler, Rock and Roll Desegregation
Movements, and Racism in the Post-Civil Rights Era: An ‘Integrated Effort”
(Lanham, Maryland: Lexington Books, 2022), 214 #Z.

8) Peter Keepnews, “Jazz Since 1968,” in The Oxford Companion to Jazz, ed.
Bill Kirchner (Oxford: Oxford University Press, 2000), 489.
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uehe HBkch olo] Wi 22 359 7|59 Folg FaF MR oA &
opho B Y ARe S 2AUT B39 75k ofn AE &
N ARIS] JUH o] ALHUAT, F 2ol Fol AL fFete)
e 247 HFolehe gale fEPC olefdt gl o) FFL A4S
goto] guAPL Aol e Wi sk Aol okt X}ﬂ%ﬂ BYALE b
gaks Sorlet ‘@RlM A ABSHe Aol /XS wreishs Aololof
Sk o7 Go=A S AP HFS WAL Aol Hoiet

S oIS WALl AR FI7HEo] k) W A7|B 2, B
Z O]/\]-E—C}L%

4 W%ﬁlﬁﬁﬂlﬁéﬂ:ii§7¢ﬂ-ﬂ ot ol F2 =
5ol = AHilEol &3t AgAA L £ASE Bk o] ds=
%?ﬂﬂ@ﬁﬂﬂ@@ﬂ%ﬂiﬂﬁﬂiﬂmhﬂ‘WE%
kS < A% 84% ThEllth of wiEd FE Sefdsolzt
Famoz A Aol EAZRE Holu 2ot AAe BEe 4
2 Q39 283} Aoy, o]= AHH o7 AEFT FZ5H= Zo]lo]

L 9oz olojgith. 1A Sgotet HolselolEE Juign, BES &
P dEsiFE oldnt A FAE BEYT. olejgt AYA Weo)
dRtetEHA 52 FHAE, g&7E 3 ooldE, e #2443, ot
7t AF, AlE, S, 429 ARH AAIE BEche MER 2HAAE 34
e, o]2H S gobrke] W, I7b SOIBEL Fo FAT wlsh -
AH Fge B2 HF obgEI 8ot Age] A, Yol 1 FA5Y)
olgpo] §I5lolt shtel WAl W, = ‘29] o]y (rock ideology)

FAAH9)

I o
i
_?L

1o
e
8
1o
At =
)
oz

JlN

oleist HolX £ olde got Aele] AA A Jetony B BE =
H, goptet BEO BANA HAsHe hESotY ol Ex Ugick
E3 2L IUH0E thEEe) o R WARSE B e B
3 (5 AUSF] SoI4 SHIEIGIET 10 o]l d Holq AE50] BEIele] X

9) Peter Wicke, "2&9}: njAun|t]o]o] ujdly} /\]'5—]311 (Rockmusik: Zur Asthetik
und Soziologie eines Massenmediums), ‘83% 9 (A& &, 2010), 185.

10) Keir Keightley, “Reconsidering Rock,” in The Cambridge Companion to
Pop and Rock, eds. Simon Frith, Will Straw and John Street (Cambridge:
Cambridge University Press, 2001), 126.
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st 9ol 2 obgze} 2L, 9% A8 oJu]= sty Y. o]
’ 20olo] JJI2& &EAl&02 Z835}A ot
5] thgolA S9 AP FETOH o|4FE THM HHOE IAH
o webd 52 S o7ieh et AN8E2 A5 AR HA &
5 < & FH0E Wolsl: 2
I AZEst7] AL, SR 217 d(autheticity) HHAL o]
A %

[e)
A &(seriousness)Oll et & A, 479 vl

3 Al A4 marurit)) E@HE Zololof Frhal ojZieh.1D weba] H2
ARsHe AL ol thFeot auloks A3 thE AU AT TA
‘22 o o4 AT} oiFo] oz} ofae] &3k 122 ojAHow,

“Zo7ket 3o AbY] Atel9] BAIA TAZE ok, [-] Se7tet B AH
ARl A BE FHLE o|FojA= H HF3Y ¥l Huh olzgt
oA 522 58 A - A A FofofAle =] 2EF0] Xgts| A
AiHEo] ofyd}, FEIoFF2JRF AR ARl AFolds F9
THE 529 8849 Hslo] g Aozt T 4 Q.
E35] 19649 £ ‘I=+E5 (British invasion)143} | T]
= &4 Wl kel s FLEA ol F=9 Fol
QrA Al m=9] “BR1F EFASL 2EE FAVIES] FEEE E} VMR
I3 71 WA AF4 48 BEo2T15) HIAZ|HA 2 Q7§ B

11) Keightley, “Reconsidering Rock,” 117 ZZ.

12) Hans Weisethaunet and Ulf Linberg, “Authenticity Revisited: the Rock
Critic and the Changing Real,” Popular Music and Society 33/4 (2010), 471.

13) Wicke, "S5 wjan|tjo]o] n|gta} AL3|E),, 189.

14) o] T2 ‘CBS o|BY 72'9] 7|7} ¥ A&7} E(Walter Cronkite, 1916-2009)7F
19644 2¥€7Y = EHE ‘B[ EX'(Beatles)?] 78 JFK A5 424 HS 7
ARt Hl A BIZE QT T ol F=3F9 A2 HEWY o HIER 9] €4
MZ A/WHF (The British invasion this time goes by the code name Beatle-
mania)X EEFI, o|F o] T2 19609 F=r9] e, G35t WA, FEH4l
o] P9 WHEEF 259 Ao L E3ldAds dBA =SIth Steve
Greenberg, “How the Beatles Went Viral: Blunders, Technology & Luck Broke
the Fab Four in America,” in Billboard, Feb. 7th, 2020. %,

15) Fowler, Rock and Roll, Desegregation Movements, and Racism in the Post-
Civil Rights Era: An ‘Integrated Etfort,” 230.
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I, ApEAQ ojmet HLER Wk HAAE TAFORA'0 AB 2
3 s AA4 Al wehe Yskact

27] 49| 2L n3o] RIEL AFIE zoket W9 Av|ohy] WE
2otog AAEYEY, o|F 93 49 of&sti(art colleges) Z41 2o

La% A5 I 2

o
m\l 0
o[rl
fd
2
_\;
N
l:o
)
o o
>
N
9,
v

Aol ofstae]
ot A AL St
A9 ARG AT 91k o EH+°1] i oo 72 L3AT 43

)
o
r{o m{)l.

VA olgRols WIS SR Ao, Yot & 8ot 4
AHeEe} 7PA SheR, WUS Folde WA S0 AL ol
WO B B2 SASIE ATl AAKWA Al

£9] o3 EAE2 oA 19509 FdHE v|=e] ATEE(E2 =42l
1885, Civil Rights Movement)9] A7|e} ESHA b= &S] &
HE FIEUT o] ¥52 x| JAFLEGS T2t = TlolA AIFEAA
ot Jx{ - 3o &S Yol vw vHESE 259 dAmTt HUA e SR
S AEE gapoles b2 EFEHAL, 19649 WHH(Civil Rights
Act)J—} 196599 AAHH(Voting Rights AC'E)2 oj&olUl= 71&7}F H3Uth
£ Foto] o]y whEEte] S7HEH)7 @ A2 1 59 MHoA kefstd
gt d@(Bob Dylan, 1941-)9] 294 tﬂﬂ]‘ﬂ' ATEo] A=, 17t vl=E
+=3TA Fold HE2e} wRolal AH419] AE A0 F=F =9 A7)

¢

L
rll‘ 2] rl

o

16) Fowler, Rock and Roll, Desegregation Movements, and Racism in the Post-
Civil Rights Era: An ‘Integrated Effort”, 231.
17) Wicke, &9 vjAn|tjo]q] ulghat AHF]s};, 190-191 FX.
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2ot AHLES 85194 Hrh BuIst Zo] Hgleh19

. S2|X-7IEl2|9] Gl=&st: XLt 29| ‘B|EEWUZ (rifournelle)

29 ool e fjEget 849l wske 280 179 AN A3L
AT 220 ARRER oA of AF AolA obieh HEe ole )

g8 A2 IAZHA ol Tt JEA WM (contre-points ter-
ritoriaux)®] FE(ER)S HFot= +484Y HW(plan de composition)<
AP, E-5o2 HA 2EEC] AAF9Y FE YolA ot &1l &
H(est strie)®] BF FYEZHE FHAT7t oot M2 BHod
HEote WA HiFo&eSoto® 3L, S50t 179 JEE oA AY
E3Nrérerritorialisation)stAA Wi EgE W& TA(E=MZ SR<L
£9 1Y¥E I Y FETFoFEY: VA9 AWE uRhgd A
ojtt. ¥ ‘Y& & &’ (original realization ar)=A49] THAE Hlojut
7] sl AeAFQ9 wiEet T espace lisse) &2 FEIE A2e S5
A5 A vghe N ESFotE HHoA E-goF o] HA | weTe L &
PAz0| BRI G (lignes de fuite) 9ol H30] A1l USkTE19)

18) €92 19659 ‘HEE ZI HAEH (Newport Folk Festival)olA A7&5Z7]9}
A7V EHFAE o83t & ARREE A4l ZIFot A HEF=H], o= & A}
27t 9rd, H3}, H59 Atk SA7F HAth ol HIERY vHESE &5
gt Z|x]9t A¥E AL =, IE50] 19644 "= £33 5 S2got A<LHe] Ao
E]&(Gator Bowl Stadium) F0llA ZA4E |5 M0] ulal 2ok Ao vitiotH
A AR EEES HRe /1IFSFR A tigk Aol WHE Aol A7I7t Hu. o]+
93 I3 AEE 24 HX SAHo = wFFT Wicke, "E-39) tjAn|]
o]9] u|sla} ALSISh, 200-202 FZ. 181 Keightley, “Reconsidering Rock,”
118-119 F=.

271 = B9, 1Y, A5, &, 259 3 5 AT fdES 5ot

=

19

2

(i), deA @ilR), E7FeEY ME %I 22 U2 3 AHE 3704,
T2 o2 HASIE ok oA AARMH A=, 159 Hehg, ‘A A},
BEE 5L w9 "V (philosophie d’assemblage)Clet F-E2= o]golt},
Gilles Deleuze and Félix Guattari, Mille Plateaux: Capitalisme et Schizo-
prénie 2 (Paris: Les Editions de Minuit, 1980), 472-475 3=,
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S| 2-7tete]o] w2 Fsh, e}, oe2 Z7te] HH QoA §59
A O ®olgith Agke JdY SRAEAN)S IA - URE A=
WAd el BH(plan d’immanence)|X A== 79 WHol9] §HE-Fo]H,
Heh2 o] HFE= Hoto NdS FEREAIA FASFoRN 59 B
Al(proposition de prospectys FZoh=, 42 HWU(plan de référence)
oA A== T4A AAHER) FEolth HEA= 7149 THFE &l
A el oulE HFsue, IRt 28 7MY AAE BAEA AT
o W e HgS FHST
ofof ¥t &2 749 HH QoA 1{o F2H {59 BELES
o} o224 A& Hus| MR A7 FA 9] EFARI d&etE, &
9l £5'(un bloc de sensation)< T3 Y75 HEA jirt. oA H
o} 3| AE §HESHE &Y f52 oldo Alx=H vt gl F4lE o,
o|2X4 XA FFA(cliché), BHEY i FolA Holu Fxd A4
Aol ThAlF HEotet WorHd 7ztat FA9] o JEE A d&ed
dog AJESRI

ofl&o] Fxh, weba] Heke] Jdolut Bk gk, S 7o 4HEQl &
21d A E Az} 370 2] whet WRsHA] Fow, AAR HESHH
SRES

an o e

N LR

™ o

Hos] ot sfAE aety Jts] BEE A4 2QE A0
&9 o9t 2 FAQl= FAL A9 BH flolA f&Este et
212 17| (devenir sensible)ol W& AIFEoltt. 1= WA 70w g
sto] ofel Aol Hogx ol AEe FAE HIMHLH, HF &
o ol HolHE e X Wprt Ho 2 nx|9] At HA
HAFSH= Aol

b A&7t idelu HAIE SollAw 2R AT & fle ettt
72 E & xRk, A7|9e] A} 719, Yoyt ulgo] 7k Ao o= A
A A ZAE 71818 BV (dinvraisemblance géométrique)l
7188 §71A'(d'anomalie organique)®t B2 ‘FAA(HEHEL) A
A (postures les acrobatique)s 3§t 71013 Ao 2 7ML HE A&,

20) Gilles Deleuze and Félix Guattari, Qu'est-ce que la philosophie? (Paris:
Les Editions de Minuit, 1991), 196 %.
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o) e2E, Z B2 JolelzAe vjshy FHBS FRe|uck2) 5
A5t o&7tol oJs) Hxwlo] £ Aut A9 2] 2=, Lol o
£AF0TAY PA THAA Selvt B Jwe] 183 AAE 0
a9) Aat Sesteiolt. I8 of ‘FAd] 7158 AY'e o et
7 Ae EPAYIE 09 WA, Z 09 Aede TR
Aolet.

£EtAL @ of&rh AAle] & gAY 2uk, & A
SRR W (lichd)?) FERRE Holut vjag 929 1
Bl 1 BE o4 §41L Qo] HEolges 71se U ,
721 AR TR P AWK %o AA 2L shtol Y

=

B (un monumen?©|t}. ¢ d&7te ‘A Z4d AL XZHo

i r
[
ol
-
rr
=]

A BAE WAIS7] A8, A7t 159 s, St 159 A
W 252, S 1G9 AT A S (R4 & g
Zojt}."22)

SHARE o] AEtdolgt A= 'JEAo|n, 1T 7|FHE Al e
2 GAE TAH 2uA0] S A% gebA BEA g9 52
Yol P=thd 1= AF Q7h= A&t AFov HEE1 b A7hA
AES RS vhEAL vty A ARrdolst AR FxA aleo] AFAold
A, dle7ietd Zdgio]l FE8oF & HAAAG ol olHe HoA SF=-
7here] 9] A dsto] AA|ohs F2A de2 AAY 11 EEAZREE wpquUrt
YAlsto] HEote = 52 U8R oA dct ot 59 d5E, &
= - 39 WHER-E, 1181l ol &3 HYES} - AYEIS = 12EH AERY
9] AEAgo] AAAES ) <=3tol ol2HE o 11 HA Q] vz uneA
olghdl W= A& 1189 WHo| IsHdynamique de ['évolution)®]t.

o|2|gt ¥olo] ZAFdel= T A&7t A7 1LF-9] AEUS FEOIA E5
Sff R UTE A ABMAS SAlskE: AT ARl sk, 22t 'R E

st} A F=8Kdécodage et recodage)d ‘SA-%7| (devenir-musique),

21) ¥A8%, “AE AEH(Third Stream)d] §-5&: A=t S wEgt 324" ™
%29 29 (2022), 44-45 F=.
22) Deleuze and Guattari, Qu'est-ce que la philosophie? 204.
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& EEYED)9] sl gt EEYRE HE &9 Hx3F Ho|g
A5}, Uo7l Aol Be &A1 AT ¥ske] FElo] ZofAolgts AS
oJu|st=tl, ol= AlAS W37t skt SotA RHE &oflA 27| Al A
FA(—Ht)S FASHHEAE ojdTt A7 FUSHA] P& Z o= WHolst=, A
T oA e - W0 HAo] it S ou|gith
JEEYEE Be A9 X ¥olo] dFEo] FoAQl
o], 53] d&o] Rt MEHA = K52 ¥olt. 1A
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23) P EEYRE oFo] §HE Ao AAEE T8 ¥ (refrain}E 2vV|ote HIE
A &9 gofoltt.

24) Greg Hainge, “Is Pop Music?,” in Deleuze and Music, eds. lan Buchanan and
Marcel Swiboda (Edinburgh: Edinburgh University Press, 2006), 39 &%.

25) Michael Gallope, “The Sound of Repeating Life: Ethics and Metaphysics
in Deleuze's Philosophy of Music,” in Sounding the Virtual: Gilles Deleuze
and the Theory and Philosophy of Music, eds. Brian Hulse and Nick
Nesbitt (New York: Ashgate Publishing, 2016), 80 &Z.

26) Taru Leppdnen, “Unfolding Non-Audist Methodologies in Music Research:
Singing Hip Hop Artist Signmark and Becoming Deaf with Music,” in
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oA FHil= THEUA A9 AdS Aol WS & QISlaL, H59
712 A AYESS EEdR9 2ES v woith durstd
A AE LT AR §ES SAE Uae &5 FFA9 194
AesoE of7]7] AIAS7] wZolth

A2 R Z(free jazz) 2EFYS FE3 24 FH(Ornette Coleman,
1930-2015)2 71&9 E& 594 #5227 gloju dF F 249 55
< mE2E 2 FANEEZTAF (accidental simultaneous collective
improvisation)g A3t A 71 A0 FA & wUZIH ol& &3l 7]&9
AzFot S5 AeHFE oy A7|59 4871 FAl0) F4lole= v
orz ‘sH AL’ (harmolodics)9 ‘A% 32’ (accidental harmony)2.2 H
W EITE2Y) o] gt Biske A2 FEAFY A FAES AEAHL, o7
Sol A4ZY 48E % glo]l goifle HSHIEY] 9 U3 AR
Z'(polytempic & polychordal sound)Z HFHo] ¥HFc}. o] wj&Zo] L]
Z29] AL SHA-H7]9] gEEYE9 Aok QojwY, HEokd A=
170 YER kS ASdTh

FAl A2 ARA ATt AW }01 R %9.} AE Frotd A
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Musical Encounters with Deleuze and Guattari, eds. Pirkko Moisala, Taru
Leppinen and Milla Tiainen et al. (New York: Bloomsbury Academic,
2017), 37.

27) WA, “EelRZ(free jar)olH AR wlstal g, TEeh AR B 14
(2012), 165-167 H=.
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T PAgls ATWolg B3, HH7EES Foo] ofd A, 1A A=

ZU'(New Thing), W29 v} (out jazz), AAolE B9 (anti-music)
olg} AFr.29) HAJo] TwAA= I7F AW <= =9 Fei>(The
Shape of Jazz to Come, 1959)2 78 MZA o SHsIA} ‘2= oA T
= ES 4 912 A”(jazz has never been more alive)300|2t1l A A,
A HolR|ATE 2R ABAR AEE ‘HEA R (modal jazz) FA
H55t7)= MR GTE Oe A AdE 284S EUE FE8e 247
AA A Tzt dAFMER)Y] F (cool) 2BLS] 7IHHE Al HE
Atk SHAIE o3t Aldd 72 BEY AFE S Skl 2
o] RIS T LF2 Y=o GFAFoE 7|29 +8YAoRE =
137l A& £34] ARAER o]Fold ‘FRXEARZE (sound of tonal
modulation)®] FAZ WEYTH7F HZokgttt. shARE REA= JA] TR
2o WA R 7]E 2RI} HFY FEONA FAE AESE 5+ dA
th3D £9] FZA ARREL} o] fFoo] &eidl tiE2 1 Avjete] £917]
£ EHR0E VIS e Y AREE 9459 71T BHLE oFd
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28) Scott DeVeaux and Gary Giddins, Jazz, 1% ed. (New York: W. W. Norton
& Company, Inc. 2009), 410.
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7HE9 ojgdete F4oE - fgEeoh 33 (2024), 197-200 T

32) Kahn, Kind of Blue: Miles Davis and the Making of Masterpiece, 228 %%
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3} viSeks 2R Awsty it 3% S0l BT AL A H7]e)
DAY B24E 7H 48 AR AT 2] f8oka #lojshe AIES TR P34
Ql AENE 71’—‘5 gk F7ke) vEEAE 2R ESE AR JiA|, & 3393 F
AAE ZH=nt AAISH AR o2& #=. Deleuze and Guattari, Mille P]ateaux'
Capitalisme et Schizoprénie 2, 436-437.
34) Michael J. Kramer, The Republic of Rock: Music and Citizenship in the
Sixties Counterculture (Oxford: Oxford University Press, 2013), 11.
SEF2-7teEo W2 H 2149 7tk wjEst Fh Aol thE £ AAE U
ojAA] =t AL AFLY FE L Holn FAHoE= FHA A e Aol
A, “wiEgt F2 o & w1 Ik ARTA, B TS olEA AT A
ES129] F7to] ZXFsl” Tk |45 A7 79 (2018), 294.
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36) Kramer, The Republic of Rock: Music and Citizenship in the Sixties Coun-
terculture, 11.
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37) Allan F. Moore, “Rock,” in The Routledge Companion to Philosophy and
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ledge, 2011), 417 &%,
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FAolgke ®Ro] A=A A 5% A 7IHEAE A FaH
(John Leslie “Wes” Montgomery, 1923-1968)%] ¥ <FA! A4 T
219} > (Fusion! Wes Montgomery with Strings, 1963)°14 & A}
|4 Z0E 7|5Fo0] ot o] W2 T2 TEL vl ofFAE H=
717 AFESte A2 A'MUE 35S RE3 1A viEE =35t
Aol SHA|TE o] A2 IAEHO A= Q4aFo] A or HAgH ‘o]
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SAFE S5 A2 B9 5= AAT HE AT oY ARREE 2R
= 5ol 77, “HSH AGHAESE o] 8450] [Fo] A2Y S
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41) Keepnews, “Jazz Since 1968,” 490.

4?2) Stuart Nicholson, “Fusion and Crossover,” in 7he Cambridge Companion
to Jazz, eds. Mervyn Cooke and David Horn (Cambridge: Cambridge
University Press, 2002), 218.

43) Gridley, “Clarifying Labels: Jazz, Rock, Funk and Jazz-Rock,” 30.

44) Kevin Fellez, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion
(Durham, North Carolina: Duke University Press, 2011), 19 #%.
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45) Fabian Holt, Genre in Popular Music (Chicago: University of Chicago
Press, 2001), 91 &Z.

46) Holt, Genre in Popular Music, 91. o]&3t oA ‘FA' A= g3+ HA
WA A G SR e Y BEA F AL Gunk mewa. B
2 (country rap), 45110} < 948 &% ZJ.E_EO] FHolgh= A9 ofefol
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47) Fellez, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 230 Z3.
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397te] Hatel 293 Days of Peace & Music)& €=702 7fHE
9] 196949 ‘FEAE HAEH (Woodstock Music & Art Festival)2
o vl ¥R Q1F, S, A, 23T dE 5= °]‘° 2+ 5|93 oo
Ao 2 A7E FH A Adoldt. o] FAIE 3l e e 7Y HAT
H ApES F4fotal vHESHY] 7HAE ARRHE o ‘ﬂ'zﬂi AFct. 193 =
AHEE= o] M9 HiAHZoto R A FFFHES ofAHs] HoFrt.48)

5] 59| P2 9 AY F8T TAATL =l FAl B2 A=

oft rf

Flo

gl H2 =

Sob7lso] &3] Y AHH|oHColumbia Reords)= 0431 SoF gAEH
FEL2 W0l Fofdl o wE 3oF AR QIFEHE EREE F3517] Al
25} 49) ZFHH|ol= 7|4 BT FEY Z4R3F0l qﬁ"_} ABAPE T
AT 5 lAdd Al d &340 tis3et AHgFAlo] AN, A AR ek
Z2 g7 Hx|(opposite value)d LFHst= Hlo] 27S T loH, R
71940] AASH= A2 A Z#(large intuitions)S 23]8 F-20|S0] %
SHOE AXcl= =0l AHE EATTHS0

ol Zo] o]yoleh ¥HA Wefo] TFol WA ool e, % v}
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Z B39 294 942 o BUGE A2 ik WA olyFelgt A
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=2 978t AP Sg6 AT oA YFL KASe WA 2
she BT Bl 4l B/1E Boldo] 2 e 47t deln SotE

48) Fellez, Birds of Fire: Jazz, Rock, Funk and the Creation of Fusion, 52-53
A%,

49) o2 913} AWk 19699 Wte] LubgolA] WA AR A2} 7)E
=59 IRITE F5 /\H]X}—J A=E #EA SR o] 13 =5 559
L 2o B2 A2 228 5 U 9ok50] ZaE. ATt 15RSES ¥
43 uso] Yzeot 4M AFE Zwstn Ytk Aolgth Jeremy A
Smith, ““Sell It Black”: Race and Marketing in Miles Davis’'s Early Fusion
Jazz,” Jazz Perspectives 4/1 (2010), 12 &FZ.

50) Smith, ““Sell It Black™: Race and Marketing in Miles Davis's Early Fusion
Jazz,” 13 =,
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NE FAE S EHA 59 875 WA 2L uHE ojdE 2
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51) Smith, ““Sell It Black™: Race and Marketing in Miles Davis's Early Fusion
Jazz,” 12.

52) Simon Frith, Sound Effects: Youth, Leisure, and Politics of Rock’n Roll
(New York: Pantheon Books, 1981), 265.

53) Christopher P. Long, “Art’s Fateful Hour: Benjamin, Heidegger, Art and
Politics,” New German Critique 83 (2001), 96.

54) Simon Frith, “Pop music,” in The Cambridge Companion to Pop and Rock
eds. Simon Frith, Will Straw and John Street (Cambridge: Cambridge
University Press, 2001), 100 #=. 1181 Fellez, Birds of Fire: Jazz, Rock,
Funk and the Creation of Fusion, 50 2.
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Rbstal S&2Ql W77 ARErt E¥eEoR ddsEe k9 dEHE
HEA] ] o]ofXtt 55 o7 A FEZ IIe AL ATHYU A= MaEHL EF
E7F BAH0] £5AFE AL AUt Holth. 119 o] AL o]F
A& A=At FARGE A4 f=t7|E st HENA Ao A&
=% 23iHraucous) 71718 AReER F419] A4 Ade AR50
SHAIRE FAlof o3t A¥e F5o9 obfz AREWUA Ad E FE5L

2] F5

S updA glojH| A HEAR AY o]lF A&FoE AR HIE A
okl Qlel=dl, 19689 59 vt <mFAA Q1 B AFtol>(Miles in the
Sky)°olA 1= FotYAE 3JH] P=(Herbert Jeffrey “Herbie” Hancock,
1940-)9] A7) Fopr & o] &3 F5 ARREY 7HsAds AP o] Ad
= 419 Eful Ao HEE Q=T o] S84 I 2F&7I(plunger)
£ ol&s] A71Y7|9 dFaAAH AFH, o|F mpo|A et MV AIFAE
o|-&5tHA] o2t S AWt 22 of 79} 9¥of| 533 <ZAYT
A29 AUy (Felles de Kilimanjaro)olA= =3t A4 2 Fgo}
(Armando Anthocy “Chick” Corea, 1941-2021)9] #7|Hotkx, £ 7}¢
(Ronald Levin Carter, 1937-)2] Ho]A7|EtS Q€ I, o535 2¥ 5=
T KESEELEZ>(Un a Silent Way)oll= B35 A9 7I[EHAE &
WHEZHA(John McLaughlin, 1942-)2 9, & AREE §dchs APS
Akl Uzt

glojH|A9] o]t HIk= AHAlQ HY AW <IRIE 2 EESA
At SEMAE AFA He=E o8 (Julian Edwin “Cannonball” Adderley,
1928-1975)9] 52 <], &HH|, R >(Mercy, Mercy, Mercy)?] AH-E0|
FF= T2 Aolglth fdF= o] =204 £ AH|E(osef Erich “Joe
Zawinul, 1932-2003)9] A7]mjopre}l FHA| AFF=t], o714 AHlE9] A

SEL v wohigl 02719 FUE H YL AMEL ALEE B

55) Marc Myers, Why Jazz Happened (Berkeley: University of California Press,
2012), 210 FZ.

56) Larry Coryell, Imprivising: My Life in Music (New York: Backbeat Books,
2007), 69-70 F=.
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‘A7) LAY (electric period)E FHolE o] AHA TlojH|AL WS
9] A7718F AAREE FAIY A= ABY Aol EFE AIARITSS) o=
X 59t JEAA EFE doty 2Astd A= ZA] fETlo] §9
FEZRE Folo] Q=2 ARRES HHEI S di5E A2 74
= AFEIoH= f50lqlth 119 A dild] s¥E S VS
o] EAE F71AE AW S04, 529 FA A Fr| Eetr] AFAE

573 X}H]ég GAARl A3, HE, 7|HE AFE AR A2 AT
27842 J&Z Frh59 7)o 2] ol 7|ot), & WHE(H7]7]
E}), 3HH] EEA(Harvey Brooks, 1944-)¢} dlo]2 ZH:=(Dave Holland,
1946-; A7]Ho] A8} FETH[0]A)2] &= tjo] H|o|A7[E}, FHUL Jlo|E
(Leonard White I, 1949-)2} & =z%4l(Jack DeJohnette, 1942-), 131
2] HABilly Cobham, 1944-)0] ¥Zo}l AT F A|ES Efo] HAH
ot OEtoE ATt A ZE(Wayne Shoter, 1933-2023), Hlo|AZEEH]
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Abstract

Evolvement of Jazz Style and Perception Mode
Transition of Popular Music:
The Case of ‘Fusion’ Style Jazz Music

Nam, Jung Woo

British rock of 1960s, which evolved from the social and political
characteristic of American rock'n’roll, formed a reflective context
for popular music, the ‘ideology of rock’, which shared the ideal of
utopianism based on the spontaneity of musicians and the
participation of the audience. The public that came out through
the counter-culture era with rock music became aware of the rift
between ideals and reality with reflection, and they demanded
popular music of enhanced dimension that would satisfy the
emotional needs triggered by rock experience. Fusion style jazz
music is a creative output, which was attempting to compromise
between the sound rightness of rock and the aesthetics of freedom
inherent in jazz music by drifting out from the original territory of
jazz, and moreover was eventually sublimated into a dynamic style
that represents an constantly innovating aesthetic idea of
amalgamating the scattered emotions of the counter-cultural
masses. Attempting to reconstruct the aesthetics of ‘fusion’ as an
aspect of the transition process of the constantly changing jazz
style, this paper argues by chasing the theme through Deleuze-
Guattari's art philosophy and Kant's musical aesthetics. By
experimenting with the possibility of jazz's unique aesthetics of
rightness-deconstruction through the sound of rock, fusion traces

the aesthetic background of the musical transition that has been
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subdued as a new style. The aesthetical enhancement of fusion
style jazz was accepted by the public by bringing satisfaction of a
sense of unity to the emotional dispersion of the counter-cultural
public, who recognized the rupture between reality and ideals
through the experience of rock, and influenced the convergence
styles of later popular music. This illustrates that fusion is not a
simple hybrid eclecticism of jazz music that advocates commercialistic
popularity, but is a monument to innovation and a process of
presenting aesthetic idea that brings new satisfaction to the
dispersed emotions of the modern public. This process of aesthetic
transition is exemplified through Miles Davis' ‘jazz-rock’ album

Bitches Brew.
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